Abstract: A trans-historic feature, the hybridity of theatre finds in postmodernity a territory on which it develops functional associative matrices. Whether it operates at formal level, or it isolates and autonomizes essential elements, or takes on ideological hues, hybridity is the most valuable mark of interdisciplinarity. The topology of performance arts, discontinuous and changeable as it is, eliminates the univocal relation to deconstruction and technophilia, offering the composite discourse of a syncretic theatricality.
change, occurring on three distinct levels -in the revolution of mores, the progress of digitisation and in politics -reverberates in the fields of the performance arts, with the entire suite of consequences, producing visible reactions.
Johannes Birringer 1 believes that theatre delayed somewhat its access into the avant-garde of the discourses that affected other arts such as film, photography, television, advertising, architecture, musical, literary theory or the human sciences. But theatre's inertia is in a way incapacitating, since it prevents it from expanding, revising and revisioning its own knowledge, deriving from those earlier interventions into the order of representation (such as those made by Brecht, Meyerhold, Artaud, Grotowski), which seem to have prepared the ground both for the radical energies of the 1960s and 1970s (an era marked so much by Bread and Puppet, by the nomadic Living Theatre, by Joseph Beuys's "social sculptures" or by Robert Wilson's formalist innovations), as well as the exhaustion of the "order" and of the avant-garde of the '80s.
Whereas the authentic artist, as Marc Gontard puts it, "even under the pressure of the market, is the one who expresses like a seismograph the movements of a culture of whose echo chamber he is implicitly a part" 2 , then where would this phenomenon feel more at ease than in the theatre, the steady mirror of a protean reality?
The search for new forms, the innovation at all levels and the need to leave behind classical texts appeared, therefore, natural; abandoning sterile naturalism and excessive psychologization in favour of an awakening from the rigidity of words occurred naturally, once the actors felt the need to express their own creativity and freedom, beyond a particular language or culture.
On the other hand -as Lehmann states -"theatre is not only the place of heavy bodies (by comparison to the painter's oil and canvas, to the poet's pen and paper, it requires management, organisation, workshops), but also that of real gatherings, where an intersection occurs, a unique one, between the aesthetically organised life and the everyday real life. Unlike all the arts of the object and of media mediation, in theatre we have both the aesthetic act in itself (that of play) and the reception act (by the audience), as a real activity in the here and now."
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The physical theatre is the theatre of out time, where there is not much time left for what is too much, too precise, too detailed. The audience is open towards another level of perception, towards another speed of communication.
In this context and in a schematic approach, the features of postmodern theatre would boil down to: the redundancy of dialogue, uncertain temporality, typological universality, strong focus on social division, semantic fragmentation, subjective rhetoric, the rejection of meta-narratives, unconventional spaces, exacerbated pessimism, reversed norms of representation, hyper-reality and simulacra to undermine the prejudice of verisimilitude.
It is obvious that formal stratification is not a mark of postmodernism; the hybrid genre was born almost at the same time as Greek tragedy, segregation by category not being in the nature of performing arts. Present-day hybrid theatre overcomes its status quo but remains just a way of describing the spectacological area in which elements from two or several genres -dance, circus, poetry, video, storytelling, stand-up comedy, visual arts, new media, puppets and marionettes etc. -are manifested.
The obsessive recurrence of the concept and the feel of commonplace is also caused by the fact that we are living in an era in which advertising overuses campaigns for two-in-one products, and the theoretical assumption that involves the deletion of identity boundaries suffers a fracture that is hard to overcome. For this reason, carrying out a cataloguing operation using a theoretical toolset appears to be necessary in order to establish a few essential aspects.
In the analysis of postmodern theatre aesthetics, the concept of hybrid/hybridity always takes up a prominent place, bearing in mind that it allows the simultaneous approach of both form and essence; we are dealing with genre hybridity and its consequences, with the hybridity of language, of space-time and of identity.
We find ourselves in a space "whose curvature is no longer that of reality, or of truth, the era of simulation opens with a liquidation of all referentials and with their resurrection in systems of signs, which are much more ductile materials than meaning, as they lend themselves to all systems of equivalences. This is about replacing reality with the signs of reality, that is an intimidation operation that short-circuits the system." 4 As a result of the breaking of these ties, in terms of genre hybridity we are dealing with an explosion of genres -literary forms and genres that are outmoded from a literary point of view, but which are found in postmodern works.
Nowadays, Brecht's difference between the epic and the dramatic no longer depends on the spectator's reaction, given that stratifications are increasingly more often found in most stagings. The distance effect in postmodern theatre is also created by this hybridization, but the return of the epic in current dramatic structures does not bother us.
As a form of cultural production, the lack of uniformity of texts in postmodern performing arts shifts, as a rule, the critical attention towards the visual or towards the perceived relationship between body, space, sound, light and objects. This focus on the visual construction of performances and to the functional relations between the manipulation or exhibition of the body and the manipulation of space must be considered as extremely important from the point of view of the historical path in performing arts. Playwright Michel Vinaver suggests in this respect a clear distinction between landscape-theatre and machine-theatre: when the action advances through the cause-effect sequence, we are dealing with the machine-theatre; when we have a juxtaposition of intermittent elements, with a contingent character, we are dealing with the landscape-theatre. The blending of the two types of theatre is extremely present in postmodern spectacology and is reflected in the penetration of the various media, which process in different manners the information that needs to be delivered.
The specific challenge faced by the "limitless seduction" of the media that enter this visual construction resides, according to Johannes Birringer, in the assertion that "the automatic self-referentiality of the technological simulation of the world leads to the end of any coherent viewpoint or subjectivity, of any epistemology arranged in spatial terms and dependent on distinctions between subject and object, the real and the imaginary, the body and its projections. [...] The seductive appearance of endless technological semiosis has certain limits, even if it were already possible to assume that the electronic mass-media's total penetration of culture not only changes perception and social behaviour but indeed creates a new theoretical 'space' (contemporaneity, simultaneity) in which everything is subject to simulation." 5 The changing role of the physical body in performance art, dance-theatre, postmodern dance, multimedia and conceptual art emerged simultaneously with the increasingly globalizing technology of the electronic media.
Nevertheless, the fact that theatre produces visible presence, corporality, is less a question of the projection of character (as inherited from Stanislavski) or of image (as it is called in postmodern multimedia performance), than one of the temporal presence of fluid and changing elements (visual, auditory, kinetic) and of objects that constitute the physical and imaginary spaces of a performance. At the same time, the mutations between these elements, such as syntheses of sound, light, movement, bodies and objects, create a perspective that allows the viewer to freely associate anything with everything, to consume a corpus of the performance, with origins that are not organically tied together, but with ideal opportunities.
Dance-theatre, a form that takes us, in fact, to the roots of performance, with its artistic combination of words, music and movement, is maybe the best in defining the stage syncretism in which the word is "corporalized", and the movement is "verbalized". This "borderline" form of performance is the result of the searches of creators both from the sphere of theatre and from those of dance and music. Pina Bausch, with her major contribution to theatre's capital of plastic expressiveness, admitted that she was less concerned with how people move, that what makes them move, articulate emotional reactions and explore new forms of spatiality -those "poetic playgrounds" established in specialized critique. In the history of postmodern performance, other pioneers were the choreographer Merce Cunningham and the composer John Cage, who have created performances that have expanded the boundaries of artistic form in modern choreography, testing the limits of their respective domains. The Routledge Companion talks about the collaboration between "two autonomous forms and approaches" that "maintain and enhance their own values and strengths", "shifting emphasis away from the expressivity and intention of movement and the idea that dance has to be thematic or generate meaning, to focus on the form and practice itself."
6 Besides, Cunningham has kept up with technological process, being one of the first artists to integrate electronic music in dance and has introduced software-based research that would allow the 3D manipulation of the human body in the virtual space. Visual theatre and image-theatre, spectacular in their hybrid and versatile contents, create meaning through representation -a meta-theatrical approach brought about by the development of film, television and view-mode technologies, which have influenced the audience's visual culture. The politics of this type of theatre goes beyond aesthetic processes and definitely relies on accessibility, without freeing itself completely from the temptation of glibness. In thiese categories we have reference creations signed by Pina Bausch, as well as the performances staged by Robert Lepage, Robert Wilson, Societas Rafaello Sanzio and Siviu Purcărete.
Happenings, being associations of accidental actions, are also based on visual elements, but also on the live character, being interdisciplinary creations that do not rely on text and that use any means available to the protagonists, in particular those that are completely outside their respective domains, encouraging experimentation and the blurring of borders between reality and the artistic act.
Also, in the wake of these hybrid formulae we have performance art (with a long history in avant-garde practices and in Brecht's epic theatre, at the same time different from acting), which in postmodern theatre has produced countless deconstructive and meta-theatrical strategies that put process before product and conclusion, relying on illusion and corporal art.
Another concept, that of devising, includes the collaborative participation of the entire team of artists, in absolutely all the stages of creation -from developing the text to scenography, from improvisation exercises that may feed into the text matter to finding a suitable pattern, from work in progress to the actual performance. Although present in early forms of spectacle, this method resurfaced in the '60s in the works of avant-garde companies that aimed to eliminate the conventional means of doing theatre. Among them, Living Theater, The Wooster Group, Tanztheater WuppertalPina Bausch or the People Show. In the context of hybridisation on the levels mentioned above, tThe Wooster Group appears as an eloquent example not only of longevity, but also of capacity of vision. Their work, featuring collages of classic American texts and new ones, analyses and experiments with several theatrical languages, uses the potential of multimedia in video, audio, and light design, starts debates on the responsibilities of production and of the consumption of cultural products, its sets and its presentation style, facilitated by the new technologies, becoming iconic.
The hybridity of language at text level, also practiced by The Wooster Group, manifesting as a palimpsest revealing or suggesting -through intertextuality, citations and literary allusions -literary and linguistic elements, is an essential part of the effort of postdramatic rewriting that includes the entire array of adaptations, from the mimetic to the parodic, from the sequential to the integrative. For instance, we have in Jean-Luc Lagarce's diary (with complete references) a complex, dialogic, heterogeneous writing that includes in a detailed autobiographical section a diary, a novel, a collection of short stories, a play, critical texts, a collection of quotes, a film script and a storyboard, but also the rewriting of myths or of classic texts (Don Juan by Marcel Bluwal, Hamletmachine by Heiner Muller, Lepage's Hamlet with just one actor). In The Death of the Author, Roland Barthes summarizes the sedimentary structure of the hybrid language: "The text is a tissue of quotations drawn from the innumerable centres of culture. Similar to Bouvard and Pécuchet, those eternal copyists, at once sublime and comic and whose profound ridiculousness indicates precisely the truth of writing, the writer can only imitate a gesture that is always anterior, never original; his only power is to mix writings, to counter the ones with the others, in such a way as never to rest on any one of them; did he wish to express himself, he ought at least to know that the inner 'thing' he thinks to 'translate' is itself only a ready-formed dictionary, its words only explainable through other words, and so on indefinitely." 7 The famous definition given by the same Ronald Barthes to theatricality as theatre minus text has in postmodernism only partial validity, since we are inside a system in which objectives are no longer eliminated, but instead reoriented -the words, the language free themselves of their semantic burden and become independent vehicles ("the words are means, means to an end", said Pina Bausch. "The words are not the true end." 8 ) transporting aesthetic codes. For this reason, the great experiments and successes of postmodern theatricality are identifiable where theatre can find as a dialogue partner the freedom to operate capital changes and associations. Routledge, London, 1996, p. 63 Spatio-temporality, in its hybrid forms, also goes through several stages -anachronisms, fractures, dreams, heterotopias -radical transformations, because in theatre nothing happens outside this binomial system. Any theatre practice worth thinking about in the context of postmodern culture has been fundamentally concerned not only with recovering the meaning and boundaries of performance in the theatre (separate from what is meant by "performance" and "theatricality"), but, specifically, with the transformation of visual space and the difference in attention to the perceptual process produced by scenographies of visual and acoustic images that have abandoned dramatic realism. This difference in perception relates to the possibility of imagining a self-subverting artistic practice that could reinvent a radical and unfashionable vision at a time when conventional wisdom and postmodern theory state that this is no longer possible. But such perspectives forget that the theatre, to a great extent, is an old-fashioned medium. Its inertia is an advantage, since even after the inclusion of film and video in recent experimental performance, the stage is always a concretely physical space in which temporal and spatial perceptions are shaped by what appears physically into that space. In postmodernism space is the only element whose axiality can be displaced only metaphorically, as it continues to be the point where actors and spectators coexist for a moment.
Octavian Saiu, in the volume În căutarea spaţiului pierdut [In Search of the Lost Space], discussing the message of postmodern theatrical space, detects two practical directions: dynamizing the space through means borrowed from music, visual arts or media, and abandoning the centrality of the visual in the relation between the stage and the audience hall. The reference performance that makes use of both dimensions remains the creation of Robert Wilson, CIVIL warS, which brings together music, fabulous imagery and a kind of theatrical tension mediated by a live energy.
"It is in this mix of languages", the author notes, "that the mystery of theatrical postmodernism resides, for whom the stylistic impurity of space is a forceful requirement. From the quasi-perverse textual space of postmodern literature, packed with references and allusions, with red herrings and contradictory registers, to an eclectic spectacle space, in which the text is integrated as an element that is equal to all other ingredients, the transition is natural, organic, inevitable." 9 Concerning the blending of identities, its aspects relate largely to interculturalism, to the search of differences and diversity, to their insertion as a challenge thrown to dominant national ideologies. A classic text may be discovered with the help of a whole range of systems that completely oppose the original one, as globalization -or the presence in the "global village", to quote Marshall McLuhan 10 -involves crossing boundaries, breaking the great taboos of European civilisation, creating artistic utopias that give rise to stratified formulas. In Theatre at the Crossroads of Culture, Patrice Pavis refers to the creations of Eugenio Barba, Peter Brook and Arianne Mnouchkine, who took inspiration in their work from texts by Goethe, Aeschylus or Shakespeare, or from the culture of India. For Johannes Birringer, as a spectator of the world, it is significant that, at the current stage of these two production models, he can see "Rachel Rosenthal perform at the Kitchen, or find Karen Finley scare the hell out of a bunch of rednecks in a Dallas punk-rock club" and can go to "La Scala or to the Berlin Schaubühne to attend Robert Wilson's latest baroque, multinational and high-tech opera." 11 This type of hybridization, which involves a creative ability to assemble -due to the coexistence of disparate elements -also involves the difficulty of reconciling them, as on contradictory, unstable, and paradoxical cultural areas, postmodern textural favours universalist approaches. This risk was discussed, among others, by Rustom Bharucha, the theorist who ruthlessly revealed the distortions and mystifications of Asian culture and performance art in Peter Brook's Mahabharata. Even though he was harshly criticised, he succeeded in pointing out the mix of cultural and social processes of a certain specificity, and the disregard and distortion of fundamental historical differences.
Disturbing the boundaries of identity nowadays, in the heart of postindustrial civilization, in the era of instantaneity, remains a mark of postmodern theatricality that has the vocation of aesthetic purposefulness. This syncretic theatricality, featuring successive hybridizations, space reconfigurations, the shift of the mimetic towards the symbolic, the deconstruction of text, improvisation and the multiplication of kinetic, visual,
